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Abstract 
 
COLOR OF LAW and the Legacy of the Civil Rights Movement: 
Writing a Television Drama Procedural with Historical Elements 
 
Alessandra Victoria Bautze, M.F.A. 
The University of Texas at Austin, 2016 
 
Supervisor:  Cynthia A. McCreery 
 
This report details the process by which the author, a candidate in the M.F.A. in 
Screenwriting program at The University of Texas at Austin, wrote COLOR OF LAW, a 
television pilot for a one-hour drama, a procedural with historical elements. The author 
reflects on this process by outlining the steps she took to plan, execute, and revise her 
script, all the while using what she had learned in the graduate program to ultimately 
complete the script.  
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Chapter 1: Introduction 
Throughout my time in the M.F.A. in Screenwriting program at The University of 
Texas, I have mostly written realist drama—a genre and creative mode that has been 
something I have pursued passionately before even entering the program. I hesitate to call 
my work “socially conscious” because that sometimes carries a didactic or melodramatic 
connotation (both of which I have made great efforts to avoid). Still, I have consistently 
done this type of work. I was admitted to the program with a family drama about Deaf 
identity. In the first year of the program, I wrote a coming-of-age drama that explored the 
foster care system through the eyes of a teenage girl and her young foster sister. In the 
fall of the second year I wrote a drama set against the backdrop of the 1988 Deaf 
President Now protest at Gallaudet University, the world’s only liberal arts university for 
the deaf and hard of hearing. In the spring of the second year, I wrote a legal drama 
television pilot about public defenders working in the Los Angeles juvenile court system. 
Each time, I took pride in the fact that I was able to expose audiences and readers to 
worlds with which they may have not been previously familiar. All of these projects 
presented unique challenges from which I was able to learn, and from which I feel I have 
benefitted as a writer and as a person.  
Still, the subject of this report, my television pilot COLOR OF LAW, a drama 
procedural about the FBI’s efforts to investigate both historical and contemporary civil 
rights violations, presented particularly daunting challenges due to its structure, the 
integration of both the historical and contemporary aspects in an investigative setting, and 
the sensitive subject matter. At times, I had the same concerns I felt while I was writing a 
story set against the events of the Deaf President Now movement. As a hearing person, 
albeit one who is involved in the Deaf community and who has read extensively in the 
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field of Deaf Studies, I questioned whether I was the right person to write a screenplay 
about this watershed moment. As a white woman, I wondered if I was the right person to 
tell this story, intertwined as it was with the struggle for Black equality. Still, I felt 
compelled to push ahead and create a quality creative product.  
I have consistently felt a passion for the subject matter, and wanted to tell it in a 
way that would be both effective and affecting. I believed I could do so. It has been a 
long process, and there will always be room for improvement, but I feel that the product 
presented for my thesis shows how far I have come on this project, and represents the 
culmination of my intellectual and creative efforts in the graduate program.  
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Chapter 2: Timeline 
The draft of COLOR OF LAW submitted to my committee on August 8, 2016 
represents over a year’s undertaking, encompassing several drafts and iterations across 
three semesters. Here I present a timeline of events and milestones that contributed to the 
finalized thesis product.  
 
December 2014: Over winter break, I began brainstorming various pilot ideas, 
among them the idea of something to do with the Emmett Till Unsolved Civil Rights 
Crime Act of 2007. I read Racial Reckoning: Prosecuting America’s Civil Rights 
Murders by Renee C. Romano. 
March 6, 2015*: I completed my brainstorming process for various pilot ideas. 
March 24, 2015*: I pitched various ideas for pilots to Professor Cindy McCreery 
and fellow members of Writing for Series Television, the required introductory course in 
television writing for the M.F.A. in Screenwriting cohort, taken in the spring semester of 
the first year. The class, knowing that I had been thinking about this idea for some time, 
agreed that I should pursue COLOR OF LAW.  
March 31, 2015*: I submitted a paragraph about my pilot idea. 
Early April 2015*: I submitted an original pilot bible and an original treatment.  
April 22, 2015: I met with Cindy McCreery in office hours, where we discussed, 
among other subjects, the importance of the agents having a personal motivation for 
working on the Civil Rights Squad. She recommended I look at the teasers of The X-
Files, House of Cards, and True Detective as examples of the plots seeming complicated 
but actually being simple, and as an example that the characterization is the complex 
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element. She told me to focus most of my energy on crafting the characters rather than 
the plot.  
April 26, 2015: I submitted a revision of the pilot bible, a revision of the 
treatment of the pilot episode, and my step-outline to the class.  
May 5, 2015: I submitted the teaser and Act I per the requirements of the course. 
Due to time constraints, those writing drama did not complete their pilots in the course.  
December 2015: Over winter break, I worked on the teaser and Act I as well as 
the step-outline. 
January 2016: I re-ordered the step-outline. 
April 28, 2015: I submitted the teaser, Act I, and Act II to Advanced 
Screenwriting II. At the workshop, it became clear that, if this were to be my thesis, it 
would need a major overhaul. The case was more appropriate for “Season 2” than the 
pilot episode, and I was encouraged to choose a different case that fit more with a hate 
crime. Problems at all levels were identified, and I began to brainstorm solutions.  
May 5, 2016: Acts III and IV were submitted to the class. In order for this pilot 
idea to be eligible to be my thesis, I needed a full draft to present to my committee, and 
so, even though I knew that it was going to need major reworking, I submitted the second 
half to the class.  
May 10, 2016: I sent this first iteration to my thesis committee, comprised of 
Cindy McCreery and Stuart Kelban. I also sent along new case ideas and new character 
biographies. Although these materials were not ultimately used, they were helpful for me 
to weed through various influences and figure out exactly what I wanted the pilot to be.  
May 17, 2016: I met with my thesis committee. We did not so much discuss the 
materials I had handed in as brainstorm together what the second iteration would look 
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like. They gave me very helpful guidance as to how to approach the new, overhauled 
version. (For further details on this meeting, see the chapter titled “The Thesis Meeting.”) 
June 2, 2016: I submitted new character descriptions of the dual protagonists and 
a pilot treatment to my supervisor, Cindy McCreery, for review.  
June 28, 2016: I submitted my step-outline to my supervisor for review. 
July 25, 2016: I submitted a draft of the second iteration to my committee for 
review. 
July 29, 2016: I received notes from Cindy as to how to improve the draft. 
July 31, 2016: I received notes from Stuart as to how to improve the draft. 
August 8, 2016: I sent my committee a revised draft based on their notes.  
 
*While every effort has been made to maintain the utmost accuracy in this report, 
these dates have been approximated to the best of my knowledge and memory.  
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Chapter 3: Memory, Reconciliation, and a Trip to the South 
At fourteen years old, in November of my freshman year of high school, I stood 
in front of the Southern Poverty Law Center in Montgomery, Alabama, eyes fixed on a 
circular black slab of granite, water pouring over the engraved names of civil rights 
martyrs and the words of Dr. Martin Luther King, Jr.: “until justice rolls down like waters 
and righteousness like a mighty stream.” Coming from Massachusetts, it was my first 
time travelling to the Deep South, and I was enamored by what I saw, by the cultural 
differences, and by the history—deeply-rooted, often painful, and yet fully on display in 
the form of museums and monuments.  
 On this school trip, we travelled throughout Georgia and Alabama. We travelled 
to Atlanta, where we visited the childhood home of Martin Luther King, the Jimmy 
Carter Presidential Library and Museum, and Spelman College (which serves as the alma 
mater of Dr. Alice Morrison in COLOR OF LAW). In Alabama, we travelled to 
Tuskegee University, visited the Rosa Parks Museum in Montgomery, as well as the 
Birmingham Civil Rights Institute and the Sixteenth Street Baptist Church, the site of the 
1963 bombing that killed four little girls. In the first iteration of COLOR OF LAW, the 
two agents stand in front of that same memorial adjacent to the Southern Poverty Law 
Center. In completely reconceptualizing and restructuring the pilot, I did not include such 
a scene in its second iteration. Instead, I found other ways to incorporate what I had seen 
on that trip. We attended a church service at Sixteenth Street Baptist Church, and visited 
the small gift shop/museum that was on site, which sold religious gifts and contained 
photos highlighting the church’s prominent role in the Civil Rights Movement. Although 
the Liberty Baptist Church featured in COLOR OF LAW is fictional, it is representative 
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of Baptist churches that served as centers of African American community life in the ‘50s 
and’60s, and which continue to have a role today.   
One of the most interesting things I found about the South, looking back on that 
trip years later, is both the spirit of reconciliation and the desire for remembrance that has 
sprung up like a well from a land wracked by hate and violence. This became particularly 
evident while visiting the Birmingham Civil Rights Institute, which Victoria J. Gallagher, 
in her article, “Memory and Reconciliation in the Birmingham Civil Rights Institute,” 
reminds readers is situated “across the street from Kelly Ingram Park where black 
citizens were sprayed with fire hoses and confronted with police attack dogs,” (Gallagher 
303).  Gallagher writes that reconciliation can lead to amnesia, while contestation can 
lead to memory. She concludes her analysis of the role of the Birmingham Civil Rights 
Institute by writing: 
…analyzing the rhetorical consequence, form, and content of the Birmingham 
Institute reveals the following: 1) that an experience of the Institute includes 
educational, remembrance, and preservation functions leading to re-envisioning 
one’s heritage, engaging in a pilgrimage, and enlivening and reinvigorating key 
values of individuals and communities; 2) that the visual structures within the 
Institute are transactional rather than classificatory,  promoting an experience of 
history that is fluid rather than static; and 3) that the Institute portrays both sides 
of  the dialectical relationship between history and memory, but ultimately 
privileges one over the other. Contestation is demonstrated in the detailed history 
and lived experiences portrayed in the museum galleries. But the Institute’s 
overarching institutional discourse, grounded in a tradition of progress, triumphs 
in the end, making it a place for experiencing reconciliation and regeneration 
rather than conflict and debate. (Gallagher 318) 
Although there is always room for improvement, I cherish my memories of visiting the 
Birmingham Civil Rights Institute and other noteworthy sites relating to the struggle for 
Black equality, and I believe that, while one must remember the past, there is also room 
for reconciliation. I have attempted to portray this viewpoint in my pilot.  
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While Bruce Watson writes in Freedom Summer: The Savage Season of 1964 
That Made Mississippi Burn and Made America a Democracy that, for example, the 
racial reconciliation of Mississippi rivals only that of South Africa, there is still 
considerable work to be done. For if we as a country are to move forward, we must not be 
afraid to look back not only at our triumphs, but also at our moral failures and our 
struggles, all of which have shaped our national identity.  
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Chapter 4: History and Philosophy, Law and Image 
As an undergraduate, I was fortunate enough to take three courses that further 
bolstered my interest in the Civil Rights Movement and the struggle for racial equality.  
In Philosophy of Race and Gender, we studied Kwame Anthony Appiah, Charles 
Taylor, and many other prominent figures in the field. Charles Taylor’s “The Politics of 
Recognition” left a particularly strong mark on me, and lines of it would later serve as 
both the beginning and ending quotes of the screenplay I wrote in the fall semester of my 
second year of the M.F.A. program. The script was set against the backdrop of the 1988 
Deaf President Now movement, in which the students of the world’s only liberal arts 
university for the deaf and hard of hearing fought against a system of paternalism that 
had kept them voiceless for far too long—and won. 
In Civil Rights: Law and Image, we studied media representations of the Civil 
Rights Movement, including the Academy Award-winning (but of questionable historical 
accuracy) Mississippi Burning, as well as the Emmy Award-winning 14-part 
documentary series Eyes on the Prize series on PBS.  This examination of both factual 
and fictional accounts of the movement was illuminating. Throughout the process of 
writing the pilot, I negotiated and renegotiated which parts to fictionalize and which to 
keep factual. I strove to be as historically accurate as possible, while also recognizing that 
the language of cinema often requires the writer to condense, consolidate, and further 
dramatize real events. By the time I wrote the second iteration of the pilot, I had already 
had this experience of negotiating between fact and fiction in my writing the screenplay 
set during Deaf President Now, and so I felt better prepared to tackle this challenge.  
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In the course entitled History of the Civil Rights Movement, we studied the 
differences between the “Big Four” Civil Rights organizations. This knowledge in 
particular helped me determine to which organization Howard Wright should belong in 
the second iteration of the pilot. He is not a religious leader, and so he does not belong 
with King’s Southern Christian Leadership Conference (SCLC). As a middle-aged man, 
he does not find himself drawn to a youth-orientated movement in the form of the 
Student Nonviolent Coordinating Committee (SNCC). Nor does he take the more 
conservative position of the National Association for the Advancement of Colored People 
(NAACP), which fought Jim Crow primarily through the courts. Thus, I determined that 
he would join the Congress of Racial Equality (CORE). I ran into a problem, however, 
when I realized that at the time, CORE did not have any active projects underway in 
Georgia. So I led Howard Wright to the Mississippi Summer Project (better known as 
Freedom Summer) under the auspices of COFO (the Council of Federated Organizations, 
which was comprised of both SNCC and CORE).  
All of these formal learning experiences benefitted me as a writer as I wrote the 
pilot for COLOR OF LAW.  
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Chapter 5: The First Iteration: Getting Started (Spring Semester 2015) 
Ever since I came into the M.F.A. program, I had been excited at the prospect of 
taking Cindy McCreery’s course Writing for Series Television. As an undergraduate at 
The Johns Hopkins University, I had had the privilege of taking four screenwriting 
courses, but I had not had the opportunity to learn about television writing. In the first 
part of the course, we focused on the fundamentals of television writing while developing 
our own television spec episodes, in which each student wrote a sample episode of a 
currently-running television series while trying to inhabit the voice of the show while still 
expressing one’s own unique voice.  
I chose The Fosters, which airs on ABC Family (now Freeform). The show is a 
family drama about an interracial lesbian couple raising biological, adoptive, and foster 
children. It fearlessly tackles complex issues of social import, such as the plight of older 
children and LGBT youth in the foster care system, the privatization of foster care, the 
psychological toll of rape, and how one forms one’s identity. It does all of this without 
being didactic, and through one of the most traditional of television paradigms: the 
beloved family drama. I am a big fan of the show and thus it was very fun to write the 
spec; after watching every episode at least twice, it seemed natural to inhabit the voice of 
the show. My first foray into television writing was complete, and I was eager to move 
onto the next phase of the class: writing an original pilot.  
I pitched a number of ideas, including one for a legal drama about the Los 
Angeles juvenile court system (which I later wrote in Spring 2016). The class knew that I 
had been thinking about writing a show that dealt with civil rights, and so I settled on 
what would become COLOR OF LAW. In many ways, even though I had always been 
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interested in writing about social issues, when I moved on to do my original pilot, 
perhaps subconsciously, I wanted to emulate the type of storytelling that I very much 
admire in The Fosters. I wanted to write strong, diverse characters who must wrestle with 
a number of issues of social import. And I wanted to write in another one of television’s 
traditional paradigms: the procedural, specifically, the “crime show” or police procedural.  
My original logline read as follows: 
The agents of the FBI Civil Rights Squad investigate contemporary crimes against 
society’s most vulnerable while also racing against the clock to bring those 
responsible for race-related murders during the 1950s and 1960s to justice--before 
it is too late.  
As I will show as I detail this process throughout this report, choosing a proper case for 
the pilot episode of my show would prove to be a major stumbling block and recognizing 
the need to change the case would be the impetus for the second iteration of the script. 
Early on in researching the Civil Rights Squad in Writing for Series Television, I came 
across an article published by the FBI about the Civil Rights Squad in Memphis entitled 
“Protecting Civil Rights, Part I: Memphis Agent Seeks Justice for Victims.” One line in 
particular struck me while I was deciding on what case to choose: 
When [Agent Tracey Harris] transferred back to her native Memphis, Tennessee 
in 2003 and landed on the civil rights squad, it was not her top choice—that is, 
until her first case, which involved a police officer who raped a 12-year-old girl in 
his squad car while he was on duty. 
In hindsight, there were two factors that contributed to the ultimate failure of this 
first iteration: 1) the agents’ lack of a personal connection to the historical case, and 2) 
the fact that a “color of law” abuse case, while a civil rights violation in the legal sense, 
does not carry the weight of a civil rights violation in the public consciousness, leaving 
the audience either confused as to the premise of the show, or longing for a more 
“traditional” hate crime.  
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All of that would become clear later, however. At this stage, I pursued the color of 
law abuse case as the primary plotline. I struggled with structure; I was intimately 
familiar with screenplay structure, but found the structure of a one-hour drama to be very 
different and harder to pin down, and it was more difficult for me to master than the 
traditional three-act structure of a screenplay. This may have been due to my lack of 
training in television writing before entering the graduate program.  
After handing in preliminary materials for the pilot (the paragraph summary and 
the pilot bible), on April 9, 2016 I received notes from the class. They emphasized the 
need to have the two leads be “yin and yang,” to make their backgrounds really different 
from each other. This was important to me as well, and I was already planning on having 
one white and one African-American agent. The class suggested that one of them could 
also be from a different state, such as somewhere farther North. (Having spent four years 
in Baltimore as an undergraduate at Johns Hopkins, I of course chose to have Agent 
Auzenne come down from Baltimore to join the team in Atlanta. Later, it became clear 
that my motivation for her background to have a Baltimore connection was not based on 
a character trait, and this was scrapped in the second iteration.) Other notes included a 
reminder to of course avoid stereotypes, and maybe play stereotypes against stereotypes 
(something I was already considering at the time). I wanted the African-American 
character to come from a higher socioeconomic status than the white character, and to 
have further conflicts emerge from that.  
The class also reminded me not to go overboard or hit people over the head with 
too much racism since the cases with which the agents are dealing are already heavy-
handed, but they noted that the agents’ family backgrounds could come into play (which I 
was thinking, especially if the white agent came from a family of poor whites, a 
demographic that historically made things even more difficult for African-Americans). 
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The class wondered where the male characters were, leading me to include Charlie the 
historian (a precursor of sorts to the second iteration of Agent Auzenne, also named 
Charlie). Since I characterized Agent Auzenne as “deeply lonely,” they pointed out that 
she shouldn’t have kids, that only one agent should have kids. At the time, I knew that 
this was the correct sentiment, and yet I couldn’t decide which agent shouldn't have 
children, as I was attached to the idea of Wright-Morrison having a teenage daughter and 
the narrative possibilities that could open up later, especially considering Black Lives 
Matter and the struggles of Black youth. The class also encouraged me to rephrase my 
logline, as the original logline’s reference to “running out of time” made it sound as if 
there was a statute of limitations on murder, when in reality I was referencing the fact 
that the witnesses and family members of victims from these Civil Rights Era crimes are 
either already dead or aging, which adds a sense of urgency to the cases. Although the 
class said that it felt like a CBS show, other structures apart from the one-off procedural 
were discussed, namely the procedural with season-long serialized elements. One 
classmate pointed out that the cold cases are so rich that it would be a shame not to 
continue to follow one of them throughout the season. Although I ultimately fully settled 
on that structure for the second iteration, at this point, I was unsure as to what structure to 
choose.  
The following week, on April 16, when I handed in the treatment, discussion 
turned to the structure of the cases, a definite concern given that I wanted to include both 
contemporary and historical cases in the show. The class emphasized the need to connect 
the contemporary case and the historical case in a meaningful, substantive, and 
naturalistic way. I had only linked them visually in the teaser, through the image of a 
burning car in 1964 and that of a young girl running away from a charred police car in the 
present day. It would make sense for the case of the week to be the contemporary case, as 
 15 
I had it, but there has to be a “Why now?” element to it. The answer to this could be that 
for Agent Wright-Morrison, it is similar to what happened in 1964, and solving the case 
with the girl could bring up another cold case in which it is revealed in the tag that the 
junior agent in the past is now the commissioner. This would be a way to bring in the 
bigger thing. It could also be that Agent Wright-Morrison, as someone with more 
experience on the Civil Rights Squad, could have already been working on this cold case 
that she feels may lead to something deeper, and thus she must debate whether or not to 
bring in her new partner, Agent Auzenne. The class emphasized the need to have 
something very particular motivating her. It did not become clear to me until the spring of 
2016, when I presented the full draft of this first iteration to Stuart in Advanced 
Screenwriting II, that this motivation needed to be as personal as I ultimately made it (i.e. 
in the second iteration, Dr. Morrison is driven by her father’s unsolved murder, which 
was racially-motivated). Discussion returned to a season-long arc à la True Detective in 
order to explore the far-reaching implications of time, race, and history. It was also 
proposed that I could do both, with a case of the week, personal and professional through 
lines, and a season-long mystery. This is what I ultimately settled on and is the structure I 
employ for the second iteration and final submission.  
I met with Cindy in office hours, studied the structure of police procedurals 
(particularly Without a Trace, as it was given as a model in Starting Your Television 
Career: The Warner Bros. Television Writers Workshop Guide.) She reiterated the idea 
that, while the best television often seems complicated, it is actually deceptively simple. 
Armed with this knowledge, I then revised out the treatment and wrote a step-outline. 
The step-outline is the most important part of the process for me; I have learned that I 
work best with a step-outline (although I did not use one for the script that got me into the 
program).  
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After receiving feedback from the class, I then wrote the teaser and Act I. In 
workshop, the professor said that at this stage it is fine to overwrite descriptions, 
especially given that this piece has a historical element. I realized that I would have to be 
more specific in building the world (i.e. describing the exact make and model of the 
station wagon that is found burned). Also, given that the Southern setting was to play a 
huge role in the story, it became necessary to describe that atmosphere using more 
sensory details. Sometimes screenwriters hesitate to use more descriptive or flowery 
language, but the instructor reminded us not to be afraid to actually be a writer and use 
specific screen directions. Based on the feedback I got, I also made the agents older (in 
their 40s as opposed to their 30s), and added an interaction between Wright-Morrison and 
Charlie the historian, as the class reminded me that of course the protagonists work with 
other characters. In the revision, I started with Auzenne at work instead of at home with 
her kids, and instead of forcing drama in the beginning, I tried to save it for later and let it 
unspool naturally. Unfortunately, this forced drama was still a problem until I abandoned 
the first iteration for the second; with new versions of the characters who complemented 
each other much better, conflict was able to occur in a more naturalistic way (much like 
the relationship between Agent Booth and Dr. Brennan, the two protagonists of Bones, 
which was often cited as a model for me in Writing for Series Television). I was often 
told to find a deeper way to connect the cold case to the contemporary case and to dig 
deeper with the characters and have them complement each other; I was not able to 
accomplish all of this until the second iteration, when the solutions to these problems 
appeared as a result of my reconceptualizing the characters and including personal 
motivations for each one of them. In thinking about what changes I needed to make, the 
overarching question became, “What benefits my story the most?” 
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On the last day of class in Writing for Series Television, it became clear that the 
rape case was riddled with problems. It was not working structurally (and so, I eventually 
restructured the outline to make sure that the FBI was not jumping to conclusions and so 
that the cop would appear to be more calculating and better at hiding his tracks, and to 
draw out the revelation of his involvement in the crime). One of the reasons it was 
proving so difficult was because it was not a “traditional” hate crime. The rape case is 
considered to be under the jurisdiction of the Civil Rights Squad because the victim may 
have been involved in prostitution and is thus considered a “vulnerable person.” But this 
case, although theoretically a civil rights crime, was not working well. A different, more 
“traditional” hate crime, involving a dead body, as is conventional for a police 
procedural, would be more expository and would benefit the series more. This obviously 
became the case, and provided the basis for the second iteration of the pilot.  
Still, by the end of the course, I had the teaser and Act I combined with the step-
outline of the rest of what would become the first iteration of the pilot. Although I later 
chose a different case and changed aspects of the characters because these aspects were 
not benefiting my story, I did derive benefit from this course. Writing for Series 
Television allowed me to get a good start on this iteration through some trial and error, 
and I took the mistakes I made and the things I learned and were later able to apply this 
knowledge to the reworking of the pilot.  
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Chapter 6: The First Iteration: Finishing a Draft (December to May 
2016) 
Over the break, in addition to reading some relevant books, I also worked on 
fleshing out the rest of the step-outline into a full-fledged script. I felt that it would be a 
shame to give up on this version entirely because I had already put quite a bit of effort 
into the step-outline. I wanted to use the step-outline as a blueprint for this version, and I 
wanted to see how it would pan out. If the case didn’t work, I would switch.  
Throughout this process, I had a lot of trouble, particularly with structure. This is 
due in no small part to the fact that I was trying to portray this case as a compelling civil 
rights violation, which also led to a lack of clarity in the investigative aspects. For 
example, I struggled to find the correct place to explain how abuse by a police officer 
acting under color of law is a civil rights violation, and I struggled to make the case have 
enough twists and turns to engage the audience.  
In the spring of 2016, in Advanced Screenwriting II with Stuart Kelban, I wrote 
another procedural, a legal drama focusing on the juvenile court system. After finishing 
that project, there were a few weeks left in the semester, and I finished the first iteration 
of COLOR OF LAW, as I had to have a complete draft in order for it to be eligible to be 
my thesis topic. By this point, I was pretty sure that I would have to change the case, but, 
since I was halfway done, I finished the script and presented it in two halves to the class. 
The workshop did not go well, but I got a definite sense of where the script needed to go 
in order for the concept to fulfill my expectations. The notes I received in those two 
workshops, combined with the advice of my committee, would be of great help when it 
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came to reimagining the show. Having learned from my mistakes, I was determined to 
write a compelling and meaningful second iteration 
 20 
 
Chapter 7: The Thesis Meeting  
When I met with my committee on May 17 to discuss my thesis, I knew that I 
would have to do a major overhaul of my pilot. I had sent them a document of ideas for 
new cases and new character biographies. At the meeting, it was suggested that instead of 
having two female FBI agents, it would be better to have a historian (who would be 
older) working with an FBI agent (who would be younger). This intergenerational 
approach had been suggested in the final workshop for the first iteration in Stuart’s class, 
and so it was definitely something that had been on my radar and that I was aiming to do. 
This idea of a historian working with the FBI was a new idea, but one that I immediately 
found compelling. We settled on the idea of a young, white, male FBI agent (a male 
version of Katherine Auzenne, now named Charlie after the original researcher in the first 
iteration), and an older, Black, female historian (a new version of Agent Alice Wright-
Morrison, now a historian named Dr. Alice Morrison).   
This was a solution to the problems I had been having, as I had been struggling as 
to how to better integrate the historical aspect into the contemporary narrative. I had also 
been struggling with characterization. My first draft had produced characters who were 
wooden, stereotypical law enforcement officers. In the workshop of the first iteration in 
Stuart’s class, Stuart suggested that it would be much more compelling if one of the 
agents had a more personal connection to Civil Rights Era crimes. At the meeting Stuart 
said that one of the most interesting things was the notion of the FBI’s complicity in Civil 
Rights Era crimes. That was already something that I wanted to explore further, and so 
his interest solidified my intent to do so.  
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Ultimately, I made the Black historian the daughter of the first Black pharmacist 
in Auburn, Alabama, a member of CORE whose murder was prematurely closed by the 
FBI (due to FBI complicity). I kept her law background. At the same time, I made the 
younger, white agent the grandson/son figure of a prominent agent who ended up having 
ties to FBI complicity in this same case. This put them at odds in a more authentic way 
than I had had in the original iteration.  
I found this new approach to the two-hander, with a truer version of “yin and 
yang” protagonists (a concept that Cindy elucidated to me in her first-year television 
writing class), to be more personally compelling to me as a writer, and it was something 
that I was eager to dive into.  
Recognizing the importance of making the characters multidimensional (“pop”) 
so that they don’t feel like characters from one-off procedurals (“CBS-y”), we 
brainstormed what would heighten the “yin and yang” aspect to the dual protagonists. It 
made sense that this young agent would have a background that he wants to redeem, and 
that he would want nothing to do with the South because his father could’ve been a Bull 
Connor type from Chicago. We discussed ways to introduce him, such as attending his 
father’s funeral, finding information in his father’s attic, therefore going to someone he 
feels he can trust with this and being discouraged, but going to the historian anyway 
(maybe she knows him but he doesn’t know her) and staying.  
I eventually wrote him as someone who fled the South but idolized his father 
(changed to his grandfather to make him younger) and everything changes when he 
learns the truth of his grandfather’s involvement in Civil Rights Era complicity, 
something that he feels he has to confront. We discussed Dr. Morrison’s starting point, 
how she could be writing a book about something and then he seeks her out. (After the 
step-outline, I received feedback from Cindy to make her come to the scene of the arson 
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and end up meeting him there, rather than him seeking her out, as their initial meeting 
was something I struggled with as I did the new treatment and outline.) We also 
discussed the emotional and psychological state of Agent Auzenne following the 
revelation of his grandfather’s involvement; for example, he could either have wanted to 
be an FBI agent because of his father and then wants to exonerate him, or the opposite. 
Stuart said it might be interesting if he wanted to exonerate him. I ended up taking this 
approach, but I constructed a character arc/trajectory in which he has to come to terms 
with the truth no matter what by the end of the pilot episode, and so I sought to carefully 
construct the structure to this effect.  
In terms of structuring the pilot storylines, I knew that I had to better integrate the 
contemporary with the historical this time around; I planned the A-Story so that it would 
introduce the reader/viewer to both aspects in an investigative but also a personal sense. 
The A-Story is the suspected arson of the historic Black Baptist church that later becomes 
a homicide investigation that seems like part of a conspiracy with ties to the old case of 
Dr. Morrison’s father’s death. This also ties in to Auzenne’s grandfather’s past, as he 
finds evidence that he may have been involved in her father’s murder as part of Hoover’s 
FBI. They later figure out that the man who died was a possible witness to this historical 
murder when they go to his house and find the “wall with photos and ropes” and question 
why he waited so long to come forward. Dr. Morrison and Agent Auzenne come together 
as a team (whether it be him coming from another place or they both are already working 
together; I chose the former), but we discussed how they could be at odds coming to the 
investigation from different sides in investigating the historical murder (which I struggled  
to implement while writing the new draft).  
At the same time, I wanted to make sure that the Civil Rights Squad felt like a full 
team. When Stuart brought up the idea of a B-Story with a third agent, I went back to the 
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idea of a noose planted on a college campus by a white supremacist and the effect this 
would have on members of the Black Student Union. At this point, I did not have a third 
agent in mind, but I added a third agent later (in the form of Shiori Fischer, a young 
biracial agent with expertise in computer science who fights against gender stereotypes). 
One important question that always arises when creating a pilot is “Why now?” 
For what reasons is a specific point of entry chosen? I had to choose between a premise 
pilot and a regular episode, in medias res, pilot. In the first iteration, Agent Katherine 
Auzenne arrives on her first day on the job after a stint in Baltimore (which didn’t inform 
her character in a substantive way). It did, however, seem to work that it was her first 
day, but the conflicts I created between her and her new partner (Agent Alice Wright-
Morrison) didn’t ring true. I stuck with the premise pilot of it being one of the 
protagonist’s first days: in the second iteration, it is Agent Auzenne’s first day with the 
Civil Rights Squad after finding out about his grandfather (which serves as the inciting 
incident). My committee posed the idea that the Civil Rights Squad could be a new 
initiative, instead of one that was already formed. I was unsure about this idea because I 
wanted to keep the accuracy of the task force still being in place, but I did like the idea of 
a sort of “reinvigoration” of the force (especially given the challenges the FBI has faced 
with the Till Bill).  
In terms of the structure of the pilot (and the series) itself, I fluctuated between 
wanting to do a purely procedural show (as is popular on network television) and wanting 
to include more of a serialized aspect (as is more popular on cable television and which is 
becoming more influential). At first, I wanted to go full on procedural, but then, in 
discussions with my classmates and my professors, I realized that the historical cases are 
often too involved to be covered in only one episode. It was important to me to include 
both historical and contemporary civil rights violations, and it would not make sense to 
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include both every week if both were standalone one-offs. Thus, I decided to make the 
historical more of the ongoing mystery, while the contemporary would be more of a case 
of the week (as it is in the second iteration of the pilot). I wanted to establish a set of 
conflicts that would be able to drive the series; determining the correct structure was very 
important because it provides the scaffolding for these conflicts. To this aim, my 
committee gave me a number of recommendations for films and television shows that 
could serve as models, including The Shawshank Redemption (1994), Mississippi 
Burning (1988), the show Castle (for its standalone cases as well as season-long arc) and 
the show The X-Files (for the dynamic between Scully and Mulder). I found the thesis 
meeting to be incredibly helpful, and what we discussed reminded me, as was reiterated 
in Stuart’s class in the spring, that one is not merely writing a pilot, but creating a series.  
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Chapter 8: The Second Iteration: The Reconceptualization 
Meeting with my thesis committee during the thesis meeting to discuss possible 
options and ideas for the second iteration of the pilot was the first step in the 
reconceptualization process. I then went off on my own to continue that process.  
I first wrote new character biographies for the two protagonists. While in the first 
iteration, there were two female FBI agents of about the same age (Agent Auzenne, who 
was white, and Agent Wright-Morrison, who was Black), at the meeting we had decided 
that an intergenerational approach would create more conflicts, and that the incorporation 
of a historian would open the door to better integrate the historical elements into the 
script. We also recognized the reality that it is more acceptable to include a man and a 
woman, rather than two women. Although this societal expectation is one that I still have 
a hard time agreeing with, I accepted this and decided to make Agent Auzenne a young 
white man, and reimagine Agent Alice Wright-Morrison as Dr. Alice Morrison, a 
historian and an older Black woman. I kept Auzenne’s Navy background and kept 
Wright-Morrison/Morrison’s civil rights attorney background, as I still felt that these 
components of their character were important to how they approach situations.  
After I sent the biographies and treatment to Cindy, I still harbored a few 
questions. I was questioning whether or not to include a third FBI agent (in addition to 
their boss). The inclusion of Shiori Fischer would come later, when I was writing the 
contemporary subplot at the college campus into the step-outline. I realized that it made 
sense to include a third agent, not only to add another voice and more diversity into the 
story, but also so that there would be a team of agents investigating the subplot (instead 
of only S.A.C. Richards, the boss). I was unsure as to how to introduce the revelation of 
Dr. Morrison’s father’s brutal racially-motivated murder in 1964, as it seemed like such a 
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huge thing to introduce into the new and untested relationship between Dr. Morrison and 
Auzenne. Ultimately, however, I constructed this with the intention that this revelation 
(and the later revelation of Auzenne’s granfather’s involvement) would test their 
relationship in a meaningful way. I also wanted to make sure that the episode was 
working structurally; it was important to me that the treatment be structurally sound so 
that I would be able to later use it as a strong foundation upon which to build the step-
outline and, eventually, the full draft of the episode.  
The most important note that I received regarding the treatment was that, in order 
to avoid events seeming too coincidental, the impetus for the church arson should come 
from Auzenne digging around for information on his grandfather and his grandfather’s 
role in the FBI’s complicity in Civil Rights Era crimes.  
I went on to rewrite the treatment with these notes in mind, and then I moved on 
to the step-outline. It was at this stage that I began to flesh out many different aspects of 
the script. Up to this point I had been primarily thinking about the A-Story with Dr. 
Morrison and Auzenne, but now I was able to take some time to think about what else I 
would like to include, what would benefit the story and what would create the 
atmosphere that I was hoping to create. With these considerations in mind, I wrote in the 
flashback scenes to 1964. Although one is often advised to avoid flashbacks in 
screenwriting, as they can often become “crutches” used to avoid skillfully integrating 
exposition, I felt that they were important to include. Since this was in some respects a 
period piece, I felt compelled to add flashbacks that would illustrate the racial climate of 
the times and Howard Wright’s journey to his involvement with the Congress of Racial 
Equality (CORE) before his untimely and tragic death.  
Additionally, I also added in the B-Story case of racial intimidation on campus, in 
which Richards and Fischer work together to discover who planted a noose above the 
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door of the Black Student Union meeting room. I plotted out the story the same way I 
would a longer plot, determining the different beats. The difference, of course, was that 
this was a much smaller subplot than the A-Story, and so I was always cognizant of the 
fact that it may later need to be cut, and yet I felt that it was important to include it for 
readers to get a full sense of not only the weekly format of the show, but also the range of 
cases that the Civil Rights Squad takes on. I had always known that writing the step-
outline would be a substantial amount of work, as I always prioritize this part of the 
process because I find it so useful. Still, Stuart reiterated to me at the thesis meeting that I 
should spend up to a month on the step-outline and not rush through it. This was 
excellent advice because I was really able to build a “pre-draft,” a detailed document 
complete with scene headings (sluglines) and descriptions for each scene, along with act 
breaks and some key pieces of dialogue.  
I received very helpful notes on the step-outline, especially in terms of cutting 
down the beginning. With a pilot, just as in a feature screenplay, one is introducing 
readers and viewers to an entirely new world and set of characters; the difference with a 
pilot is that one must also set up the formula of the show and really hook the readers or 
viewers by setting up a set of conflicts that will serve as the narrative engine of the show. 
In the case of a procedural with historical elements, there is bound to be a lot of set-up, 
but it must be trimmed to the minimum because audiences tune in for characters and 
action—not information. I had originally had Auzenne seeking out Dr. Morrison, but it 
proved to be more economical (and exciting) for them to meet at the scene of the church 
arson, which Cindy pointed out to me after reading the step-outline. She gave me 
suggestions as to how to cut down the beginning. I cut out a montage of Auzenne visiting 
various libraries before a dark car follows him. I recognized that this sequence was not 
very cinematically engaging, but I felt that I needed to give a clue that someone was on to 
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Auzenne’s investigation. I fixed this problem by adding a bit to the scene in which 
Auzenne meets with his grandfather’s colleague; after Auzenne leaves, the colleague 
makes a mysterious phone call. Though not the most creative, this proved to be an easy 
and quick way to not only give a clue that Auzenne’s actions arouse the ire of someone 
(triggering the arson), but this also clues the reader in to the idea that Auzenne (and later, 
Dr. Morrison) will be dealing with something much bigger and deeper in the FBI. They 
vow to uncover this at the end of the episode, setting up the season-long mystery aspect 
of a series that originally was meant to be purely procedural but which I changed to have 
both one-off and season-long aspects, the case of the week and the season-long arc, 
respectively. 
Cindy also confirmed a concern I had had previously; I had wondered about the 
appropriate perspective of the flashbacks to Howard Wright’s life. I questioned if they 
had to be from a specific person’s perspective, such as Marcus James telling a story, or 
Dr. Morrison lost in thought, looking back on an event. The flashback to Howard Wright 
driving the students to the training for the Mississippi Summer Project had neither of 
these perspectives, and I still question if I need to frame it somehow, though that is 
something that I will address in a subsequent draft. While she confirmed many of the 
concerns I had, she also reminded me of a few things I had forgotten. As with any 
creative project, there are a lot of moving parts and a lot of elements to keep track of, and 
I had forgotten to include one more beat about Dr. Morrison’s job offer in Boston, which 
Cindy pointed out. This was the first indication that that storyline was unnecessary and 
even forgettable. Stuart, after reading my full draft, encouraged me to cut it for the final 
submission, which I did. Cindy also brought to my attention that I needed a scene in 
which Auzenne tells Dr. Morrison about his grandfather’s past involvement in FBI 
complicity, including potentially being complicit in the murder of Dr. Morrison’s father, 
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Howard Wright. This was something that I thought I had addressed, but it was much too 
subtle. I needed to make it explicit, which I ultimately did. One minor change (which had 
major implications) that Cindy recommended was that Agent Auzenne’s grandfather 
should have a different last name (i.e. his maternal grandfather). I changed Agent Herb 
Auzenne to Agent Herb Trahan; in this way, I was able to have Auzenne keep his relation 
to Herb Trahan a secret longer, and this in turn allowed me to heighten the subsequent 
tension between the two protagonists following this heavy revelation.  
The reconceptualization process, including the writing of the character 
biographies, treatment, and step-outline for this second iteration, was one of the most 
important parts of this process for me. The work I did in this phase paved the way for me 
to swiftly write the full first draft of this second iteration, confident that I was on the right 
track.  
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Chapter 9: The Second Iteration: The Full Draft 
Armed with my step-outline, also known as my “pre-draft,” I was ready to start 
the full draft of this second version. In terms of my organizational process, I use the 
technique I adopted in Writing for Series Television, which is to create a new document 
with the step-outline, and then fill it in, making the scene summaries into fully fleshed 
out scenes. Since my step-outline was 26 pages, and my goal for the pilot was 60 pages 
(through the full draft ended up being 72 pages before I cut it down), I felt that I was 
about a quarter to a third of the way done already. In addition to this, I often write scenes 
out of order. I often write all of the scenes having to do with a certain plotline first, then 
the next set, and so on. In this instance, I did not want to get stuck or lose momentum, 
and so I tended to write scenes I considered “easy” first, before moving on to more 
challenging scenes (such as the emotionally charged scene in which Agent Auzenne tells 
Dr. Morrison that there is evidence that his grandfather was involved in the murder of her 
father).  
 I wrote the teaser and first act fairly quickly. I tried to always enter a scene as late 
as possible and leave it as early as possible, but I just kept writing and didn’t worry too 
much about the page length at this stage. I knew that I had a lot of material and that I 
would ultimately need to cut down, but, as I didn’t want to lose momentum, I kept 
writing. Later, I went back and trimmed before sending the draft to my committee, who 
then gave me suggestions as to what could be cut. Moving on the second, third, and 
fourth acts, I found myself jumping around to different scenes. I tend to employ a color-
coded organizational system when I write out of order. Every time I finish a scene, I 
change the ink to green, signifying that it’s “ready to go.” Then, in making goals for how 
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much I want to accomplish in a certain day, I will highlight more scenes in blue, and then 
when they are finished, I will also change them to green and remove the highlighting. I 
went about the writing process using these tools in the Final Draft software, and in this 
way I was able to conquer the draft section by section, a little at a time.  
Around July 16, because I had been writing scenes out of order, I made a list of 
scenes still to go. There were eight scenes to go, and most had to do with the 
investigative aspects of the A-Story, which I found particularly difficult to write due to 
the fact that I was still unsure as to whether or not I had enough details or clues to drive 
the mystery aspect. The others were difficult to write due to their emotional nature, such 
as when Dr. Morrison says that Agent Auzenne is not his grandfather and that his calling 
may be with the Civil Rights Squad. Other challenging scenes included the questioning of 
the trustee of the segregation academy, the arrest of the alleged KKK Informant/Arsonist 
(Lee Sanspree), the discovery of Lee Sanspree’s nephew, a tense scene in which Dr. 
Morrison tells Auzenne that his grandfather had a hold over him, a scene in which 
Auzenne asks Dr. Morrison to come on to the Squad permanently, and their final scene 
together in the episode. I later reworked the order and content of the interrogations of Lee 
Sanspree and his nephew based on the addition of the coded note. 
 In going through these last scenes, many of which had to do with the investigative 
aspects, I came up with the idea of the note holding an important clue. Already a late 
addition, the note was already in the script, but it didn’t hold clues. I felt that I could 
heighten the mystery if I added a clue in the note. I also felt that Auzenne had become 
more of a presence than Dr. Morrison, and I wanted to reiterate that her historical 
knowledge complements Auzenne’s investigative knowledge well; this is important not 
only for the core relationship of the series, but also because Dr. Morrison later decides to 
become an official consultant with the Civil Rights Squad. To this aim, I researched 
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codes and came across those used by the KKK, including the prescript codes, in which 
each month, week, day, and time are represented by a certain word. Since I had already 
established that the arson took place on a Wednesday at three o’clock on the tenth of the 
month, it was easy to find the words that corresponded to these times. Despite having 
watched countless police procedurals, structuring such a show myself had always been a 
concern, as I wanted to make sure that there were enough twists and turns. After I added 
the KKK prescript code to the note, I felt more confident that I had a solid mystery aspect 
with enough clues 
  Just as writing the step-outline involved fleshing out and expanding the treatment, 
so did writing the full draft involve fleshing out and expanding the step-outline. The step-
outline provided an excellent foundation for the full draft. Because I did not have to think 
though which scenes I was going to put where, and could just focus on filling in and 
fleshing out the outline, I felt that I had more creative freedom and was able to add in a 
few more details that I felt would benefit the story as a whole. 
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Chapter 10:  The Second Iteration: Incorporating Notes  
When I received feedback from my committee regarding this full draft, I was 
thrilled to hear that they found the second iteration to be much stronger and more 
compelling. I was encouraged by their words, and paid close attention to their 
suggestions for improvement. As will be discussed in the next section, there was not time 
to implement all suggestions (as we had agreed at the thesis meeting), and there are 
further changes I would like to make in the future. Still, I tried to do as much as possible.  
The introduction of Dr. Morrison always felt a little lackluster to me, because in a 
script that already has quite a few scenes of people sitting at desks and looking through 
papers, I was always looking for new settings in which the action and dialogue could play 
out. Thus, when Cindy pointed out that her introduction was a missed opportunity to 
bring Dr. Morrison into the campus racial intimidation storyline and suggested that her 
introduction be moved to the teaser, I rearranged a few things and had Dr. Morrison give 
a talk at the Black Student Union meeting. In this way, I was able to make her present 
when the noose is found (leading to a smoother introduction of her connection to the FBI 
when Fischer calls her up later), and I was also able to introduce her research.  
Since this information has such an important effect on the relationship between 
Auzenne and Dr. Morrison, I made it clear that he and his grandfather didn’t have the 
same last name. I also tried to jazz up the transitions from one scene to the next; given 
that the topic of the pilot is not inherently cinematic, I tried to heighten the cinematic 
effect a bit by writing in some match cuts and heightening certain sounds that allowed for 
a smoother transition between scenes.  
A major concern of my committee was the length of the draft; I had submitted 72 
pages to them, when an hour-long drama pilot should really be more like 60 pages. I had 
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to cut out at least 10 pages. I cut down the noose storyline by going through each scene 
and making sure that I neither entered the scene too early nor lingered after the goal of 
the scene was accomplished. Stuart was very helpful in pointing out which scenes should 
be cut altogether, and so I cut a number of scenes, including the scene in which Fischer 
and Richards walk across the Biotech Quad at Georgia Tech, when Auzenne and Dr. 
Morrison talk to Dennis Trudeau’s neighbor, and the scene of the two protagonists in the 
airplane (and waiting in line to board the return flight). Looking back, it is obvious that 
these scenes can easily be cut with no negative effects on the story; they often repeated 
information, introduced extraneous information, had little narrative value, and often took 
place in boring locations.  
I cut out some of the stuff with the editor of the Jackson Free Press because 
Stuart pointed out that this extended beat did not move the investigation forward all that 
much. Although I considered cutting it out altogether, I ultimately kept some of it 
because I thought it was important to show that Dr. Morrison herself has a fraught 
relationship with the FBI, having sworn off working for them before (which is something 
that the editor of the newspaper, a friend of Dr. Morrison’s, alludes to in the scene). 
Both Stuart and Cindy agreed that there should be more of a spark between 
Auzenne and Dr. Morrison, more chemistry between them. Auzenne in particular needs 
improvement. I was not sure how to implement this note, so I began by adding more of a 
spark to the first interaction between Auzenne and Dr. Morrison, per Stuart’s suggestion. 
They butt heads a bit more. For clarity and dramatic effect, I added a bit more dialogue 
and a few more details to the initial scenes of the burning of the pharmacy and the 
burning of the church so that readers would not skip past these important moments. In 
that same vein, I had Auzenne read aloud part of what he found in the files; he reads a 
document revealing that his grandfather knew about certain racially-motivated crimes but 
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did nothing in order to protect the cover of his informants, who were members of the Ku 
Klux Klan. For the sake of keeping the length of teaser where it needed to be, I did not 
make very many changes to these scenes, but hopefully it is a start. In implementing 
many of these notes, I also sought to figure out the “note behind the note,” seeking to 
address the core of the concern. Revision is always a work in progress, and in the future I 
will continue this process (as I detail in the next chapter, “Next Steps.”) 
 36 
 
Chapter 11: Next Steps 
Due to the fact that I took on the challenge of completely reworking the pilot, I 
always knew that there would still be work to be done, even after the completion of the 
thesis. It has been said that a piece of creative writing is never finished, but instead 
simply abandoned. It has also been said that writing is rewriting. Both are true. There is 
always room for improvement, and one could revise forever. At a certain point, one must 
let go. I choose to let go of the version I have submitted to my thesis committee, knowing 
that I have put forth my best efforts and that I will have time to do more extensive 
revisions later.  
In particular, I will develop Auzenne’s character more fully, giving him more of a 
unique and age-appropriate voice, and adding more depth to his character. This would 
also heighten the tension imposed by the generational gap between him and Dr. 
Morrison. Since the respective relationships between Auzenne and his grandfather and 
Dr. Morrison and her father play a large role in the story, I will humanize these 
relationships more with details to bring the significance of these relationships to life. I 
will also integrate exposition more naturally throughout the action, something that has 
always been a struggle for me in my effort to conduct exhaustive research and in my 
desire for accuracy. Finally, I will compose a bible for the series, based on this second 
iteration of the pilot. This will be an important tool for marketing the script and providing 
a fuller picture of the series as a whole. The bible will be an organized and engaging 
document containing information about the characters, the world of the show, the tone, 
themes and concepts, the week-to-week formula, summaries of sample episodes, and the 
season-long arc.  
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I look forward to taking these next steps to make my pilot the best it can be. This 
will also allow me not only to continue to apply what I have learned in the graduate 
program, but also to continue to improve as a writer.   
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Chapter 12: Conclusion 
The writing process of this television pilot has been difficult, but it has also 
undoubtedly been worthwhile. It came with a number of unique challenges that have been 
discussed in this report. One of the most daunting challenges was navigating the piece’s 
relationship to history. Throughout this process, I have attempted to be as cognizant as 
possible of the legacy and history that I, as a storyteller, have chosen to take on. I feel a 
great responsibility to represent that history and that legacy, and thus I have always taken 
pride in my thirst for accuracy. Yet I have also come to realize, as this is the second 
historical project I have taken on in the graduate program, and is based on true facts in 
some respect (as have been the rest of my projects), that there is a difference between 
facts and the truth. Facts may be quickly forgotten, but the truth, if represented properly, 
will resound. I hope that, as a result of the cumulative process of writing COLOR OF 
LAW through various iterations and drafts, that I have focused on the truth. And the truth 
is that, though it can be painful to both remember and reconcile, there is power in both 
memory, which can lead to meaningful action, and in reconciliation, which can lead to 
meaningful connection. Through the process of writing this pilot, and as a result of my 
participation in the graduate program as a whole, I have grown not only as a writer, but as 
an individual. I will look back with fondness on this period of growth.  
 
 39 
Appendices 
 
 40 
Appendix A: First Iteration Idea Summary 
 
 41 
Appendix B: First Iteration Bible (Original) 
 
 42 
 
 
 43 
 
 44 
 
 
 45 
 
 46 
Appendix C: First Iteration Treatment (Original)  
 47 
 
 
 
 
 48 
 
 
 
 
 49 
 
 
 50 
Appendix D: First Iteration Treatment (Revised) 
 51 
 
 52 
 
 
 53 
 54 
 
 
 55 
 
 
Appendix E: First Iteration Step-Outline 
 
 
 
 56 
 
 
 57 
 
 
 58 
 
 
 59 
 
 
 60 
 
 
 61 
 
 62 
 
 
 63 
 
 
 64 
 
 
 65 
 
 
 66 
 
 
 67 
 
 
 68 
 
 
 69 
 
 
 70 
 
 
 71 
Appendix F: Second Iteration Character Biographies and Treatment 
(Original) 
 
 72 
 
 
 73 
 
 
 74 
 
 
 75 
 
 76 
 
 
 77 
 
 78 
 
 
 
 79 
Appendix G: Second Iteration Treatment (Revised)  
 
 80 
 
 81 
 
 
 
 82 
 
 
 
 
 83 
 
 
 
 84 
 
 
 
 85 
 
 
 
 86 
 
 87 
Appendix H: Second Iteration Step-Outline 
 
 
 
 88 
 
 
 
 89 
 
 
 
 90 
 
 
 
 91 
 
 
 92 
 
 
 93 
 
 
 94 
 
 
 95 
 
 
 96 
 
 
 97 
 
 
 98 
 
 
 99 
 
 
 100 
 
 
 101 
 
 
 102 
 
 
 103 
 
 
 104 
 
 
 105 
 
 
 106 
 
 
 107 
 
 
 108 
 
 
 109 
 
 
 110 
 
 
 111 
 
 
 112 
 
 
 113 
 
 
 
 114 
Appendix I: Scene Comparison: Two Versions of Dr. Morrison’s 
Introduction 
 115 
 
 116 
 
Bibliography 
Altschiller, Donald. Hate Crimes: A Reference Handbook. 3rd ed. Santa Barbara, 
California: ABC-CLIO, 2005. Print. Contemporary World Issues: Criminal 
Justice. 
Blum, Lawrence A. I'm Not a Racist, But—: The Moral Quandary of Race. Ithaca: 
Cornell UP, 2002. Print. 
Branch, Taylor. At Canaan's Edge: America in the King Years, 1965-68. New York: 
Simon & Schuster, 2006. Print. 
Branch, Taylor. Parting the Waters: America in the King Years, 1954-63. New York: 
Simon and Schuster, 1988. Print. 
Branch, Taylor. Pillar of Fire: America in the King Years, 1963-65. New York, NY: 
Simon & Schuster, 1998. Print. 
Carson, Clayborne. The Eyes on the Prize: Civil Rights Reader: Documents, Speeches, 
and Firsthand Accounts from the Black Freedom Struggle, 1954-1990. New 
York, NY, U.S.A.: Penguin, 1991. Print. 
Douglas, Pamela. Writing the TV Drama Series: How to Succeed as a Professional 
Writer in TV. 3rd ed. Studio City, CA: Michael Wiese Productions, 2011. Print. 
Eyes on the Prize: America’s Civil Rights Years 1954-1965. PBS, 1987. DVD. 
Eyes on the Prize II: America at the Racial Crossroads 1965-1985. PBS. 1990. DVD.  
FBI Office of Public Affairs. “Protecting Civil Rights, Part I: Memphis Agent Seeks 
Justice for Victims.” The FBI Story, 2012: 10. Web.  
Finer, Abby, and Deborah Pearlman. Starting Your Television Writing Career: The 
Warner Bros. Television Writers Workshop Guide. Syracuse, New York: Syracuse 
UP, 2004. Print. 
Gallagher, Victoria J. “Memory and Reconciliation in the Birmingham Civil Rights 
Institute.” Rhetoric of Public Affairs. Vol. 2, No. 2, 1999, pp. 303-320.  
Lawson, Steven F., and Charles M. Payne. Debating the Civil Rights Movement, 1945-
1968. Lanham, MD: Rowman & Littlefield, 1998. Print 
Lewis, John, Andrew Aydin, and Nate Powell. March: Book One. N.p.: Top Shelf 
Productions, 2013. Print. 
O’Reilly, Kenneth. Racial Matters: The FBI’s Secret File on Black America, 1960-1972. 
New York: Free, 1989. Print.  
“Revised and Amended Prescript of the * * * [Ku Klux Klan].” Alabama Department of 
Archives and History.  
 117 
Romano, Renee C. Racial Reckoning: Prosecuting America's Civil Rights Murders. 
Cambridge: Harvard UP, 2014. Print. 
Sitkoff, Harvard. The Struggle for Black Equality. New York: Hill and Wang, 2008. 
Print. 
United States of America. Federal Bureau of Investigation. Department of 
Justice. Mississippi Burning (MIBURN) Case. FBI Records: The Vault. Web. 
Watson, Bruce. Freedom Summer: The Savage Season That Made Mississippi Burn and 
Made America a Democracy. New York, NY: Viking, 2010. Print. 
